The article employs concepts of time lag, inspired by Ernst Bloch, and ghost and haunting, borrowed from Jacques Derrida. It also draws on Svetlana Boym's and Vilém Flusser's vision of the émigré and on Dominick LaCapra's and Slavoj Žižek's interpretations of trauma. The analysis is also informed by Karen Jürs-Munby's and Cathy Caruth's views on trauma and its representation in theatre.
In his influential essay The Heritage of Our Times, Marxist philosopher Ernst Bloch also refers to time lag-this time in perhaps less poetic a mannercautioning that "times older than the present" may come back from the past to haunt us. 2 In that respect, it should be telling that a formal con- A penal or moral delict is a latent evil which poisons the fate of future generations (at least three) and maintains a feeling of unhappiness, a hidden conflict, an ambiguity in behaviour, a lack of resolve in decisive moments, and a tendency towards lies, corruption, and revenge. 10 Paradoxically, it appeared that emigration-somewhere far away from Romania-would precipitate the recuperation of and reconciliation with our past (a painfully slow and particularly volatile process in our own country) and would allow us to overcome the time lag that we had grown into. Becoming ghost appeared as one possible solution for liberating the repressed knowledge about the past and for being able to construct a free future as artists and theatre-makers. "The future belongs to ghosts, " said Derrida, and the makers of BAN-DIT take it literally. 13 The permanence of the time lag and its inherent ghostly nature constitute the energy that animates and drives the émigré in his/ her travels and movements; that energy constitutes-to paraphrase Žižek-the real of the émigré: spectral in its essence and "an inert stain resisting communication and interpretation. " 14 The real of all these people pouring into the West is the ghost of a traumatic past. The emigrants become immanent performers of this traumatic instinct to haunt: their ugly-ed faces, their innate otherness, their menacing, ghostly selves are embodiments, signs, miniperformances of an unresolved past and time lag. To put it simply, reality is never directly "itself "; it presents itself only via its incomplete-failed symbolization, and spectral apparitions emerge in this very gap that forever separates reality from the real […] the spectral gives body to that which escapes (the symbolically structured) reality.
[…] What the spectral conceals is not reality but its "primordially repressed", the irrepresentable X on whose "repression" reality itself is founded. 15 Following suit, the makers of BANDIT saw themselves compelled to become ghost-artists: émigré artists whose role is to take the haunting and torment, inscribed in a time lag, further into faraway lands of exile, hoping to finally be able to master it.
Romanian historian Lucian Boia observed in The
Scientific Mythology of Communism that the Communist ideal was "to conquer freedom, to exit history, and to establish the perfect Communist society. " 16 [Western] Europe needs us, too, even if presently they do not fully realise that... We, the Easterners, with our suffering, have preserved certain human authenticity which, through integration, we bring as a dowry to the common European patrimony. Because suffering is a patrimony which, throughout the ages, has always been able to generate culture. 24 Having spent their early years in a Romania where the Communist utopian dream of living outside history was in active disintegration, two artists of Nu Nu Theatre (the company that produced BANDIT) joined a long convoy of millions of Romaniansghosts looking for new horizons where to carry their dowry of traumatic memory that just will not go away. In 2016, in homage to all these travelling ghosts, the two theatre-makers devised and performed the theatre project BANDIT in Bristol, UK.
BANDIT is a text inspired by one of its makers' encounter (while filming a documentary for the Romanian National Television) with a survivor of the Pitești Experiment, one of the most terrible acts of barbarism of the 20th century. It is important to note that the meeting with a survivor of traumatic past sustains the idea that trauma functions transindividually and echoes throughout times and generations. It was some ten years after that encounter that the BANDIT project was finally completed.
During that period, we had been carrying the bur- The short film invites the British audiences to symbolically join the makers (and, with them, all émigrés and refugees) in working through the still unprocessed trauma, asking: could it be that this haunting of today was caused, in part, by Churchill himself some sixty years ago? Should you, Churchill's descendants, not feel somehow compelled to participate in working through all this unprocessed trauma? This is discreetly suggested through lines as: "Anton, why you say that we'll be released?" I asked. "That law student (another inmate) told me that either they give up or there's a war starting. " "But Anton, how can you believe that? Why would they start a war? For me?
For you? For the few here in this prison? Can't you see that we've been sold?" (Scene One) 27 The theatre-makers use the carousel of horrors How else can we construct a truly united Europe if not by us coming here, in our millions, to haunt you? The gift of ugliness is a sacrificial offering that the makers of BANDIT bring to the hosts to, first of all, make some sense of the time lag that they have been captives of. The haunted one, as Flusser advises, should accept the haunting by the émigré as a most necessary gift. In other words, the haunted one must play the dangerous game in which he/she allows the émigré, the exiled to unload her traumatic spectrality: So, it is indeed the master, the one who invites, the inviting host, who becomes the hostage-and who really has always been. And the guest, the invited hostage, becomes the one who invites the one who invites, the master of the host. The guest becomes the host's host. 32 BANDIT is an invitation to the British hosts to allow the émigrés to haunt and taunt them with the ugliness and violence brought over from the other side of the Iron Curtain (whose positioning across Europe was influenced by Churchill).
CONCLUSION
The conclusion of the article is that the right-wing discourse is useful in one aspect: through the means of its fear-imbued depiction of the other (the other is always someone that instills fear-he is diseased, different, traumatised, of different colour, different religion, etc.), it draws our attention directly to the ghostliness of that other. The right-wing press and its anti-immigration discourse does us one major service: it provides a clearer, shorter (the fear of the other acts as a contrast agent in medical practice) route to Žižek's real, which "possesses" all these incoming people. This is the fear that any anti-immigrant discourse reveals: the impossibility to assign structure and meaning to this irrepresentable X that the émigré brings along with him/her, the subsequent struggle to settle its incontrollable ghostly nature, which is a symptom both of past trauma and of entrapment in a time lag. This is what really stirs fear, making the immigrant an utterly dangerous presence: such irrepresentable X is here to stay, to haunt the host, and to change his/her home. The role of the émigré artist becomes crucial in such context. In their 
